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In an age of standardized testing and quality-controlled classrooms, teachers have lost 
the freedom to integrate imagination and creativity in their lessons, ultimately cheating today’s 
youth.  In the classroom, students no longer have the outlets that transport them from the harsh 
realities of life. This thesis is an attempt to provide a venue for the Orange County Public School 
System that will engage the imaginations of under-represented or underprivileged students.   
The thesis will chronicle the development of a script with the intent of producing it in 
Title I elementary schools located in lower socio-economic areas of Orlando, Florida. The script 
will be based on Hans Christian Anderson’s fairy tale “The Ugly Duckling.”  The final product 
will be a musical theatre piece to take into the school system to be performed by the students.  
The body of the thesis will contain my prior experiences of bringing musical theatre to 
underprivileged youth.  The document will also include chapters detailing the process of creating 
the script and composing the music.  Research will determine the socio-economic challenges 
prevalent in the under-represented cultures in the urban schools of Orlando.  Finally, the thesis 
will contain a section of the actual script and will conclude with a chapter summarizing the 










































































































ACT ONE: THE INSPIRATION 












































































































ACT TWO: THE RELOCATION!

















































































































































































ACT FOUR: THE RESEARCH 
Analyzing popular musical theatre repertoire written exclusively for children to perform 
will give a summary of information to guide me in the process of writing my own musical.  How 
to Eat Like a Child: and Other Lessons in NOT Being a Grown Up!, with music and lyrics by 
John Forster, is one of the best musicals I have found for kids of all skill levels to perform. 
Through my years of teaching, I have used How to Eat Like a Child with talented singers and 
actors, as well as those who cannot match pitch.  Because I will be teaching in the public school 
systems, I cannot assume these children will be able to learn atonal melodies or rhythms more 
complicated than the ABC song.  When I compose my own theatre piece, I will strive to use the 
conventions in How to Eat Like a Child, as I know it is material suitable for a wide variety of 
students.  I have found kids are able to learn and retain this score and script with ease, but have 
never sought to understand the reasons why this is so.  I will need to complete a comprehensive 
analysis of the piece in order to understand what about How to Eat Like a Child makes it so 
accessible. 
The opening number, “Like a Child,” begins with a solo by the character George.  The 
piano accompaniment sustains major chords as the soloist sings in a very speech-like patter.  The 
range is a to b1 and the rhythmic marking at the top of the score is “free,” allowing the child to 
perform at his own pace.  The first half of the first and second verse is set up in a series of solos 
ranging from half a measure to ten measures.  The entire cast joins in for the second half of the 
song, allowing every student to participate in the opening number.  The vocal range does not 
stray far from an octave—from bb (B flat) to c2, which stays in the comfortable range of any 
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pre-pubescent child.  The piano accompaniment for the first two verses consists of very simple 
chord structures mirroring the rhythmic line of the melody that supports the young singers.  The 
melody line is always doubled in the top note of the accompaniment, therefore further supporting 
the singer.  The bridge and final verse keeps the same essentials of a narrow melodic line, the 
simple rhythms (eighth, quarter and half notes), while adding some more rhythmic interest in the 
accompaniment.  Instead of playing each chord and holding it for the entire measure, the chord is 





of the chord on the “and” of each beat.  This is an easy way to add some rhythmic interest 
without changing any of the support given to the singers in the first two verses.  The final chorus 
is supported by a walking bass line and very simple melody, which builds with the 
accompaniment for a grand finish.  Another trick used to add excitement to the end of this song 
is selecting very percussive words that add rhythm without creating intricate rhythmic patterns.  
The lyrics are “jump and bump your noggin, trip and rip your trousers, lose your mitten, skin 
your elbow, and start to cry…we do what we’ve got to, even if we’re not to, like a chi-chi-
child!” (Forster 14). This articulation tool builds excitement for the performer, as well as the 
audience, without adding difficulty. 
The second number, “I Feel Sick,” is a trio between three girls who are trying to play 
hooky from school.  It is an important song to analyze to see how the composer stacks three parts 
in a simple pattern.  As in the first song, the piano accompaniment doubles the soloist’s melody 
line.  The song opens with one girl singing about being too sick to do arithmetic.  The rhyme 
scheme makes it easy for a child to memorize, while the chromatic melody adds interest while 
remaining simple.  The range is narrow and does not stray from the octave used in the opening 
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number.  Soloist number one finishes her verse and then repeats her opening phrase, “I feel 
sick.”  The second soloist agrees with the first by singing “me too!” and continues the section as 
a call and response with the first singer.  The overall melody line jumps between the two singers 
as they tell two different tales with a similar theme.  The call and response continues until the 
third singer enters in a second response, revealing to the audience that all three are too sick to go 
to school.  A key change then brings in the third singer’s plight of sickness.  The three singers 
continue repeating each other, singing the same word, spaced one beat apart.  The melody jumps 
around through all three singers until measure 61, when they finally sing the same words, 
melody and rhythm in unison.  The only harmony that is introduced is in measure 80 when the 
girls stack a C major chord.  Singer three sings the tonic on the word “Ow!” and holds for two 
beats before singer two sings the dominant G on the word “Ee!” for two beats, followed by the 
first singer, who sings the submediant note of the chord on the word “Oh!”  The three hold the 
chord for two beats before the third singer jumps up the octave to finish the chord.  They sing 
this twice before they repeat the pattern up a whole step.  The song ends with all three girls 
singing the same melody line, ending in unison.   “I Feel Sick” is the perfect example of adding 
interest to a small ensemble number without creating intricate harmonies or rhythmic patterns. 
The second small ensemble number in the show, “Say Yes,” is a duet between two 
siblings, as they try to persuade their parents to let them have a dog.  The majority of this song is 
spoken in rhythm over a “boom-chuck” accompaniment line that repeats every four bars.  The 
singers go back and forth in this exciting dialogue as they tell the story of finding a dog.  The 
rhythm is not very hard, using only eighth, quarter, half, and dotted quarter notes, but the 
intensity of the singers speaking in rhythm drives the story.  In measure 38, the two begin 
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singing for the first time.  The melody is in unison, and while written in 4/4 time, the phrases are 
very short and asymmetrical, keeping the feel of the song very rhythmic.  The story continues in 
the same pattern of spoken dialogue between the two, which ends in the same melody line.  The 
short B section, written in the relative minor key, is also sung in unison.  Changing harmonic 
modes is another way to add variety without complicating the song.  It quickly returns to the A 
section to finish out the story.  The final melody section beginning in measure 132 changes keys 
to the parallel key of the B section, adding a sense of final arrival. The pulsing bass line in the 
accompaniment creates the feel of a kick line as the children give one last attempt to persuade 
their parents to say yes.  Analyzing the structure of the accompaniment at the end, with a 
rhythmic marking of “heavy swing,” shows how easy it is to transition a fun upbeat song into a 
grand Broadway-sounding finale.  The last five measures of the song offer two-part harmony, as 
the performers sing in thirds.  This, of course, could be omitted by having them both sing the 
melody line if the children are not advanced enough to sing harmony.  There are many 
interesting components built into this song, yet the dialogue and melody of the performers 
remains rather simple, making this viable material for all skill levels. 
Song number five, “Means ‘No,’” is group number that can utilize the entire cast.  The 
entire set-up of the song is call and response structure.  The premise is that the mom and dad can 
say many different things, but at the end, it all means no.  The children are set up into two 
groups:  the kids and the parents.  The kid group will say a line, and the parent group responds 
with “means no.”  For example:  Kids:  “we’ll see.”  Parents:  “Means no!”  Kids:  “Not now.” 
Parents: “Means no!,” etc.  The melody lines for these are very interesting, and follow a pattern 
throughout.  The kids’ lines are always ascending melodies, as if they are always hopeful for a 
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positive response, while the parents’ lines in a quick two note passage, are always descending, 
further exaggerating the negative response.  Out of all the songs thus far in the show, this is the 
most challenging for the accompanist.  Even a non-trained musician can look at the paper and 
see there are many more black notes for the pianist to play, as the rhythms are more challenging.  
Buried into the accompaniment is always the melody line for the singers.  This composer is 
committed to supporting the young singers as much as possible.  However, the style of this piece 
lends itself to being performed in spoken dialogue.  This allows kids to speak on pitch, teaching 
them to first steps to singing.  The final chord offers the ensemble the opportunity to sing in 
three-part harmony, with the tonic doubled in octaves.  It is outlined with an arpeggiated chord in 
the accompaniment; however, the ending could easily be simplified by removing the third and 
fifth of the chord and having the performers sing in octaves. 
Another simple devise to add interest to a musical score is to change the meter of the 
piece.  Song number six, “Why Should A Kid Have to Walk?” is a solo about injustice.  This is 
the first time in the score that ! meter has been utilized.  The rhythmic marking is a sad waltz.  
Like many slow ballads, the introduction to the song consists of the melody line raised up one 
octave.  The entire song utilizes the same vocal range as the previous numbers, never straying 
from b to d1.  The melody line consists of simple rhythmic patterns, with the most difficult 
figure of a dotted quarter tied to an eighth note.  The accompaniment follows the melodic line, 
only playing the third below the melody as well.  Something very interesting in this piece is the 
composer writes in the breaths for the singer.  The last ten measures of the song are filled with 
the singer repeating the line “and walk, and walk, and walk, and walk, and walk” (Forster 33).  
Between each “and walk,” Mr. Forster writes in a breath mark.  He uses the breaths to create the 
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feeling of an aspirated child.  Writing music this deliberately and meticulously helps achieve the 
same product each time it is performed.  This is very important when it comes to writing music 
to be performed by school-aged children with a week of rehearsal.  Not having time for much 
character development or opportunities to explore ideas, the more that is written in the music, the 
better the outcome will be in the long run. 
Many of the same techniques are used in the seventh song, “Waiting Waiting;” however, 
there are a few new additions that have not been explored in the previous songs.  At the top of 
the song, the singer sings in a slow 4/4 tempo about waiting for mom to come after school.  It is 
the first time the accompaniment does not double the melodic line.  However, it does play the 
singer’s note on the second part of each note.  The melody begins with half notes, with the 
accompaniment supporting on the second and fourth beat of each bar.  This is a way to support 
the singer without constantly plunking the melody.  On the phrase “nothing’s more 
exasperating,” the composer wrote a staccato accompaniment, which is an easy way to create a 
more frantic undertone from which the child performer can draw energy.  This moves into the 
phrase “waiting, waiting” which is supported by heavy accompaniment line of chords, with 
added chromatics to give a greater feeling of discomfort.  This unobtrusive addition of text 
painting gives more color to a slow solo ballad.  As the song continues, the singer begins to get 
more and more frantic as he or she waits for the car to arrive.  To create more anxiety, the 
accompaniment moves to straight eighth notes under a quarter note melody that repeats the same 
note for an entire phrase.  This continues to build until finally the meter changes to !, with a 
tempo marking of “fast (in1).”  This is a new way for the composer to add intensity without 
putting added pressure on the young singer.  It continues to be supported by the accompaniment; 
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as a grand finale leading up to the singer seeing his or her mom, the singer chromatically walks 
up the scale until he or she finally lands on the dominant scale degree, finishing the song.   
Song number nine, “The Birthday Song,” is a lovely ballad for a solo performer.   It is 
one of the most challenging pieces, which I do not think was done on accident by the composer.  
While the song is written in an easy to read common time, the accompaniment interlude is quite 
syncopated with many triplet figures.  The opening part of the song is simple for the singer, 
allowing him or her to be free in his or her interpretation.  However, once the introduction is 
finished, the meter changes to ! and the rhythmic complexity increases.  For the first time in the 
score, the composer gives the singer sixteenth notes in the melody line, as well as dotted eighth-
sixteenth patterns.  Not only does the rhythm intensify, but also the melodic line grows more 
difficult.  The melody line weaves in and out from major to minor as the performer journeys 
through the good and bad emotions of his or her birthday.  There are also large dynamic changes 
in the accompaniment in this piece, which gives clues to the singer for dynamic interest of the 
song.  Adding this song to the score gives the director an opportunity to spotlight an advanced 
performer.  It is a wise move when directing kids to have songs for all skill levels.  In a show like 
How to Eat Like a Child, a series of vignettes with a common through-line, there are ways to 
spotlight every child.  This may be through a solo, a small ensemble number, or a scene not 
including music.  Having a song that can challenge a more advanced singer is a good thing to 
have in case there is a child who is up for the task.  It will be important to remember in my show 
that there needs to be options to simplify a challenging song, or at worst, cut it completely if a 
certain cast cannot handle it.   
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The final number in How to Eat Like a Child is a reprise of the opening song, “Like a 
Child.”  It is a shortened version of the original and includes the entire ensemble singing in 
unison.  This creates bookends for the show and gives a sense of completion, even though there 
is not a fully developed story line.  It also is a good way to give every child one last opportunity 
for stage time without adding another song to learn.   
By examining the conventions used by John Forster in writing the music and lyrics for 
How to Eat Like a Child, I believe I have come to understand an effective formula for creating 
music that is easy to teach and simple to perform for children for all skill levels.  Studying the 
uses of a narrow vocal range, simple melody lines, changing meters, and supportive 
accompaniment, I will be able to take these ideas and put them into practice for my show. 
IX!
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ACT SIX: THE SCORE!
With John Forster’s model of How to Eat Like a Child, and with the help of a 
friend who frequently writes music, I was able to create a musical score that will be 
easily accessible for young performers.  Because of my novice composition skills, I 
found myself wanting to put every song in the key of C.  While C Major is the easiest key 
for me to play, it may not be the easiest key to sing.  I was taught in my undergraduate 
training that the key of C is hard for choirs to sing in tune, and by the nature of the 
overtone series, may present intonation challenges for singers.  While that probably will 
not be a major concern for elementary voices, the key of C offers other more pressing 
issues.  If I wanted to use the lower dominant (G) of the key of C as a pick up, it would 
be out of the majority of the students’ ranges.  Because of this reason, and to make it a 
convenient key in which I can play and write, I decided to keep most of the songs in the 
key of D.  While it includes two sharps, the key is still easy to play, which, in turn, makes 
it an easier key in which to compose.  More importantly, it keeps the octave span in the 
singers’ range, while giving me the freedom to use their lower register, which is perfect 
for speak-singing.  It was important to make the chants in this speech register, as I will 
probably be working with many students who are not trained aurally to match pitch.  This 
gives every student the opportunity to participate in a song, whether or not they have the 
vocal abilities.    In addition to writing in the lower register of their voices, the songs that 
include a melody line remain very simple.  For example, in the first song, “Uphill,” the 
opening line “first day gotta rehearse, gotta be good, gotta be great” moves by step on a 
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five-note ascending scale to the dominant note of the key.  Keeping it in a five-note range 
creates an easy melody for the students to memorize.   
After writing this first song, I continued in this way for the others, maintaining the 
key and low sing/speech registers for the vocal line.  The only change in key is for the 
“Campbell Chant.”  It is written in the key of A minor, which is the relative minor key of 
C, and while it is easy to play because it contains no sharps or flats, it does not create the 
problems of its relative major key of C.  I decided to put the Campbell Chant in a minor 
key to create a feeling of foreboding.  Before the audience even knows they are Oakley’s 
nemesis, the song offers an unsettling response to Campbell. 
In addition to keeping the melodies easy for the singers, I kept the accompaniment 
very simple.  Using the idea of following the melody line in the right hand of the 
accompaniment while keeping a solid tonal support with major chords below, I was able 
to write songs that support the storyline, yet remain simple for the most novice 
performer.  Kid 10’s solo, “A List That Will Never End,” is the only song that does not 
include the melody line in the accompaniment.  Since it is to be performed colla voce, the 
accompaniment follows the singer’s rhythm by supporting him or her with simple block 
chords.  As this is the only full solo piece in the show, I figured the role would be given 
to one of the strongest singers who could handle the song.  If the student is for some 
reason unable to learn the melody and perform it without the help of the accompanist, the 
pianist can double the melodic line.   
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  ACT SEVEN: THE SEQUEL 
After previewing a reading of the show, I noted that several changes would enhance the 
overall presentation.  Most importantly, the emotional impact of the show needs to be intensified.  
While writing the script, I hoped the audience would connect with the character of Kid 10 merely 
through sympathy; they would see he was shy and ostracized by his peers and immediately pity 
him.  Upon hearing the script, however, it is clear the audience needs to empathize with the 
character in order to be emotionally affected by the show.  Apparently, the emotional disconnect 
stems from the lack of character development early in the show.  The audience members are 
unaware of the cause of Kid 10(s silence and do not have a concrete reason to pity him except for 
his inability to vocalize and thereby gain acceptance from his peers.  To engage the audience in 
Kid 10(s internal struggle, I will create a song that will be performed in the beginning of the 
show.  The song will showcase Kid 10 and two other characters and will be comprised of three 
solos that explore a secret each character is hiding.  The first solo will focus on a student who 
bullies his peers because he feels powerless at home.  The second solo will focus on a student 
who is perceived as the smartest kid in class.  However, she cheats in order to maintain her 
status.  The third solo will reveal that Kid 10 stopped communicating verbally after his mother 
died the previous year.  During this scene, the stage lights will dim and each soloist will have a 
spotlight.  The spotlight will identify the soloists from the other actors and will emphasize the 
character's isolation as they reveal their secret to the audience. The song also will highlight the 
theme that people should not judge each other based on superficial reasons.  The inclusion of the 
song should provide the connection the audience needs for Kid 10 later in the play when he is 
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mocked by peers who are unaware of the tragic reason for his actions.   It will also provide more 
empathy from the other students, as I feel where the play currently stands, all the students are 
very abrasive and negative towards student 10.  The addition of this scene will show a more 
human and caring side of the students.  As for the bullies, inserting several insults that directly 
reference Kid 10(s mother would also heighten the audience(s indignation over their treatment of 
Kid 10, furthering the audience’s sympathy for the child.   
Another way to improve the show is to explore other forms of nonverbal communication 
for Kid 10 and the other characters.  Some actors may not be equipped to tap their lines in an 
effective manner, but each new cast will have members with special talents, which should be 
utilized to make the show as powerful and entertaining as possible.  Consequently, Kid 10(s role 
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